which are historically and culturally specific, they should at the same time adopt a critical perspective, recognising the power relations embedded within the research situation, and those forms of belief or perspectives that limit or restrict human freedom.
'Western' anthropologists have only relatively recently begun to conduct research 'at home' within their own societies and cultures. They are still commonly typified as seeking out an exotic 'other', and within and outside British and American anthropology there has been much debate about the applicability of anthropological methods to the study of Western industrial society. Many have raised the issue of objectivity together with new problems regarding relations in the field and linked issues of ethics, accountability, politics and so on. Lawrence Grossberg (1989) , for example, argues that the appropriation of ethnography in the anthropological sense into the field of cultural studies must involve a rearticulation of the ethnographic project and practice. He suggests that anthropology's focus upon the 'other', its boundaries between us and them, bear little relation to the situation of ethnography within the contemporary advanced industrial world of mass media, where the relationship between the strange and the familiar is increasingly difficult to define, and it is increasingly difficult to locate and identify consistent, isolable communities or bodies of texts and practices which can be taken as constitutive of the culture or the community.
But anthropology cannot be characterised as the study of isolable communities (how many such communities exist?). Anthropologists have a long established tradition of studying social networks or interest groups in their interaction with other social collectivities within urban settings. Furthermore, many anthropologists deliberately adopt a position of naivete and distance when writing ethnographies in order to make the familiar seem strange; and for some time now anthropologists have emphasised the relational character of the Other, that is 'the Other, not as a self-enclosed or independent object of study, but, rather, as an object that can be defined only in its relation to the researcher' (Grenier and Gilbault 1990, p. 393).3 Hence strangeness, familiarity, otherness are shifting categories. A situation or friend can be both strange and familiar concurrently or at different times and in different contexts, and one can alter perspective, engaging with and distancing oneself from relationships and activities around one. A musical performance in an African village would certainly be very different from a rock gig in Liverpool, yet there will also be similarities, and both require knowledge of the specific social context in order to understand them. Likewise, contrasts and comparisons could be made between a rock gig and a classical concert in Liverpool, and in all situations people tend to act in surprising or contradictory, as well as predictable ways.
Ethnography in the anthropological sense has its limitations. It is small-scale and face-to-face, and this raises the problem of typicality -whether the small part studied can represent the whole -and the problem of incorporating detailed description which may seem banal or tedious. It also depends upon building up good relations with people and gaining access to their lives, and it can consequently require considerable investment of time and emotion. For many, it may be easier not to bother, but whilst an anthropological approach cannot simply be transferred or added on to that of other disciplines, cultural and popular music studies could learn much from current theories and debates within anthropology, and vice versa.
Popular music studies
Much important, innovative and exciting work has been, and is being, conducted in relation to popular music. The following few paragraphs select only a few aspects of just some of the work on rock and pop, not to criticise, but to indicate the potential for an alternative or complementary ethnographic perspective. It is common, for example, for journalistic or statistical sources to be used in the study of rock music, though they are notoriously unreliable and embody institutional constraints and manipulations (for instance, of magazines, record companies and radio stations; see Middleton 1990, p. 5). Frith (1982) has pointed out that a reliance upon such sources can lead to an acceptance of the ideology of rock they promote.
That ideology has influenced the choice of focus within popular music studies, leading, for example, to a concentration upon the small minority of professional performers and 'stars', rather than the vast majority of amateur musicmakers. Middleton (1990, pp. 5-6), furthermore, refers to the privileging of the category of youth within popular music studies, and the neglect of older age groups who may use different musics and in different ways. It should be added that it is still overwhelmingly male youth (particularly of the working class) which has been privileged, and that the focus on youth has often been accompanied by a concern with fast-changing commodities and trends which downplays the elements of continuity that might also be present. Middleton (ibid.) points out that the focus upon commodities and their exchange has led to a neglect of the role of such commodities in cultural practice or 'way of life', and of non-commodity-form musical practice.
Much research on rock has been more influenced by linguistic, semiotic and musicological traditions than by the social sciences, and has relied upon textual sources and analysis. Tagg and Negus (1992) have noted that musicologists studying popular music still tend to ignore social context. Hence lyrical and musical texts may be deconstructed and their 'meaning' asserted, but the important question 'meaning for whom?' is often neglected.4 Rock music is also frequently analysed in terms of the music industry and its networks of production, distribution and marketing, and in terms of technology, mass communication and global culture and capital. The latter are commonly depicted as acting upon individuals like 'forces' or 'flows', and as comprising various 'levels' (global and local, for example, or micro and macro) which seem to take on an existence of their own.
There has, for example, been a focus upon global processes of homogenisation or diversification and the fears or resistances they provoke, the conditions of fragmentation, placelessness and timelessness they give rise to (McLuhan 1967; Myerowitz 1985; Berland 1988; Wallis and Malm 1984) . Theories of musical 'theft' describe new cultural and aesthetic attitudes, and new technologies, which have supposedly resulted in the plundering of different cultures or eras and the bringing together of rhythms, sounds and images from a multitude of diverse sources 'which often bear no apparent "natural" historical or geographical relation to each other' (Hebdige 1988) . 'Musical and cultural styles ripped out of other contexts, stripped of their initial referents, circulate in such a manner that they represent nothing other than their own transitory presence', wrote Chambers (1985) ; this, he asserts, signifies the end of the logic of origins and the romantic 'moment of authenticity ' (1985, p. 199) .
Reynolds celebrates what he terms 'schizoid music', which represents the loss of a sense of past and future, spurns narrative and takes us 'nowhere ... no place' (1990, pp. 138-9). Hip hop, for example, is described as a 'perpetual now', 'shallow, an array of surfaces', representing 'an end of history and an end of geography'. Meanwhile, Grossberg (1984, p. 231) suggests that rock'n'roll represents 'modes of survival within the post-modern world'. It reflects the aesthetic of postmodern practice with its 'emphasis on discontinuity, fragmentation and rupture; a denial of depth and a subsequent emphasis on the materiality of surfaces'. To anthropologists concerned with classification and difference involving the construction of identity and meaning, this focus upon a blurring of levels and categories, of places, spaces, times and identities, might seem rather naive. Such assertions, based upon little information about the ways in which people actually use and value this music, have been challenged by more ethnographic work based upon individuals and social groups, and upon their practices, meanings and discourse at a 'micro' level (see Lipsitz 1989 ; Porcello 1991; Cohen forthcoming a and b).
Within popular music studies, and even more within cultural studies generally, there has been a recent shift in perspective from the study of the global to that of the local, and from work on production to consideration of consumption, subjectivity and identity in the context of everyday life (Morley 1986 Frith (1982) pointed out ten years ago that 'very little has been written about how commercial decisions are reached. We still don't know much about how musicians make their musical choices, how they define their social role, how they handle its contradictions' (Frith 1982 , p. 9). Our knowledge of such issues may have increased slightly, but it is still the case that assumptions are made about popular music practices and processes supported by little empirical evidence.
Popular music ethnography
An ethnographic approach to the study of popular music, used alongside other methods (textual decoding, statistical analysis etc.), would emphasise that popular music is something created, used and interpreted by different individuals and groups. It is human activity involving social relationships, identities and collective practices. Ruth Finnegan's The Hidden Musicians (1989) , for example, is about the hitherto ignored amateur or 'grassroots' musicians in Milton Keynes, and it describes the extent, variety and richness of their music-making.6
The focus upon people and their musical practices and processes rather than upon structures, texts or products, illuminates the ways in which music is used and the important role that it plays in everyday life and in society generally. It contrasts with orthodox sociological accounts of media effects, 'passive' leisure, class characteristics, and so on. Finnegan's comparative approach thus highlights the fact that these are not enclosed worlds but overlapping ones, with shifting boundaries that extend beyond local boundaries in terms of institutions, organisations, ideology, traditions, festivals and publications. This, in addition to the fact that music is a parttime activity for most people, involving varying degrees of individual participation, leads Finnegan to explore alternative terms which might be more appropriate than 'worlds' in describing local music-making. She rejects terms such as 'community', 'interest group' and 'network' in favour of musical 'pathways', which are depicted as a series of known and regular routes that people choose to keep open, maintain, and extend through their activity, hard work and commitment. Some pathways are narrow and individual, others are wider, well-trodden and more familiar. They overlap and intersect, and people leave and return to them. They are only some of the many pathways in people's lives. Hence the metaphor of the pathway places more emphasis upon the flow and flux of behaviour, the practices and processes of music-making.
People choose music as a pathway, suggests Finnegan, because it provides a context for activities and relationships, and a means for the expression of personal and collective identity and value; and because it allows for the meaningful structuring of their actions in time and space. An example of this is the way in which we create time by marking intervals in social life which are framed by music (weddings, Christmas, etc.). Finnegan thus shifts attention away from the more familiar view of music as a linear progression marked by changes in musical style, to a more cyclical view of time based around life cycle and calendar rituals. In doing so she challenges the familiar but facile assumption that industrial societies are rational, clock-dominated, and less ritualised than non-industrial societies. A comparative approach (whether comparing musical genres, concepts, cultures, or people in relation to the structure of their society) can thus address differences and similarities in the use and interpretation of music (by different individuals, groups, institutions, media, etc.) within a particular society, as well as the ways in which it is conceptualised by different societies (for example, musicianship as something passed on within certain lineages, as something that can be taught, as something that only men do, etc.).
In a study of rock bands in Liverpool (1991a) I too focused upon 'grassroots' music-making and music as social practice and process. I spent a year living in Liverpool getting to know musicians and their social networks, and participating in, and observing, their social activities. The final text reflected an attempt to interpret and introduce a certain way of life, that of a particular type of rock band, to a readership that would be largely unfamiliar with such a culture (a readership that included academics at Oxford University where I was based and whose interest, support and approval I was reliant upon). The text concentrated upon two specific bands. It looked at particular hurdles they confronted in their struggle for success (such as the ideological opposition between creativity and commerce); and at the ways in which various tensions within the bands were dealt with (for instance, through the exclusion of women from the bands' activities).
During more recent research on popular music I have tried to build upon that study, and address some of its weaknesses and absences, by adopting a more historical, comparative and reflexive perspective, and exploring more 'gendered' and 'proactive' research methods. That research continues to study musicians in the context of specific social networks. Following Finnegan, a broad variety of music genres is incorporated, but more emphasis is placed upon their historical dimension, and upon the role of music within households, kinship groups and wider social collectivities defined according to factors such as religion, ethnicity and class. Much of the research involves face-to-face interviews, oral history and archival research, but it is ethnographic in that interviews and materials are contextualised in time and space through observation of relationships and participation in related activities.
One of the main themes of the research is the construction of the concept of locality through music on the part of different individuals, institutions and social collectivities. The resulting representations of local music practices and sounds are compared and contrasted and related to the social, political and economic agendas of those promoting them. The term 'locality' (which, like 'identity', is rather vague and all-encompassing) is used to refer to a sense of community or affinity that is linked to notions of place and to the social construction of spatial boundaries.
The project is perhaps best illustrated through work in progress on Jews in Liverpool. There have been several waves of Jewish immigration to Liverpool, most notably, perhaps, the influx of Jews from Eastern Europe during the latter part of the nineteenth century. The rapid economic, social and geographical mobility of these immigrants after arrival in Liverpool led to shifts: from being Russian or Polish Jews to being Anglo Jews; from notions of a Jewish 'quarter' to notions of a Jewish 'district'; from the split between established and immigrant Jews to notions of a single Jewish 'community'. Today, conceptualisations of that 'community' tend to be strong, particularly in view of the population's social and economic homogeneity, and its rapidly dwindling numbers.7 This cohesiveness has come about partly because of the emphasis upon assimilation and social mobility which is characteristic of British Jews generally. It thus reflects a dual concern with being both English and Jewish, the latter drawing loyalties and networks of communication well outside of particular districts and cities.
The Kevin and Simon, for example, are both involved with rock music, the former as a manager, the latter as a producer, performer and songwriter. They come from similar backgrounds, and they are unusual in that these days few Jews living in Liverpool aim for a career in popular music. Both resisted the pressure to join their father's business in order to fulfil this aim, yet both were influenced by family and local Jewish role models in their chosen careers. In addition, both perceive Liverpool and its music as creative vis-a-vis other places (especially London). For Kevin that creativity is about an entrepreneurial adventurousness that distinguishes him and his social network in Liverpool from his friends in London who are training to be accountants and are concerned with settling down and with stability. For Simon, that creativity is about a rather more general and defiant assertion of difference, whether that means difference from London and Manchester, or from commercial trends. Hence the two men differ in that Simon opposes creativity with commerce, whilst Kevin links the two.
Kevin seems the least committed to the city and its fortunes, and he is the most educated and travelled of the two, whilst Simon has a wife and child which might make him feel more rooted. The world political economy is not a force imposed from 'above' upon totally deprived individuals and groups. Rather, it is a complex set of institutions, social relationships, and economic practices that are socially and historically mediated, and that are the subject of multiple differentiated actualisations by individuals and groups within their respective environment. (Grenier and Gilbault 1990, p. 389) An ethnographic focus upon individuals and social relationships could reveal the processes through which concepts are socially and historically constructed, and thus the cultural specificity of beliefs, values, systems of classification, and concepts of personhood and sociality. This could add an important perspective to the analysis of cultural experience and knowledge, and the ways in which identities are produced and acquired; and it could help in the understanding both of differences between persons and of one's own cultural constructs.9
Analysis and description
Ethnographic research can bring the researcher in 'the field' into contact with social reality in a way that no reading of secondary sources or 'armchair theorising' could ever accomplish. Most importantly, therefore, ethnography takes the form of a direct encounter, a shift from strictly theoretical formulations to a domain that is concrete and material. Consequently, it is often used to counter the dangers of formalism or focusing on a purely theoretical level. However, whilst there is pure formalism at one extreme, at the other there is pure description or an interest in experience for its own sake, which should also be avoided. Ethnography is meaningless in the absence of theory, but theoretical models are not simply imposed on field situations and data; rather, they provide an orientation to the research which can be developed by the researcher over the course of analysing data. This allows one to begin to develop theory in a way that provides much more evidence of the plausibility of different lines of analysis than is available to the armchair theorist or survey researcher. It has been labelled the 'bottom up' approach, in that one moves from the particular to the general (although theory does not somehow arise naturally from the data, but is informed by it).
At the same time, the general is studied within the particular. Concepts such as community, city, world, diaspora and tradition, for example, are not given but are continually negotiated, defined and redefined in the transactions between individuals. The levels of micro and macro, local and global, are dynamically interrelated and inseparable. Detailed interviews with informants and observation of their musical activities and relations is of fundamental importance because, as Geertz has pointed out (1975, p. 17), 'it is through the flow of behaviour ... that cultural forms find articulation'.
Marcus has discussed further the ways in which ethnography can be 'directed to answering macrosociological questions about the causes of events or the constitution of major systems and processes, usually represented more formally and abstractly in other conceptual languages' (Marcus 1986, p. 167). Grenier and Gilbault (1990, p. 393), on the other hand, have suggested that if popular music studies, with its emphasis upon the 'macro', began to concentrate more upon the 'micro': researchers may well arrive at new insights on how certain dimensions of a musical phenomenon can actually contribute to its very construction on the international level, and how its meanings and practices differ in each context. In this sense, then, the local and international meanings and practices related to a musical phenomenon would be seen as feeding one another.
The interrelation of theory and description (in itself a theoretical tool) can thus allow for complexity and provide interpretative power. Furthermore, to insist upon the separation of theory from empirical data might be to reproduce that of anthropologist and informant, or to neglect the fact that all theory is historically and culturally situated and ideologically influenced. Researchers who directly and intensely experience another culture can be made aware of their own biases, world views, values, aesthetics, categories and theories, and have them challenged, which can increase self-understanding. In this sense ethnographic research may be far more instructive than pre-formulated questionnaires or interview schedules, or macro-economic 'objective' theories imposed upon a culture and based upon little knowledge of the categories and views of the people concerned.
The presentation and use of ethnography
The increased emphasis (mentioned above) upon reflexivity and the subjective and dialogical nature of the ethnographic process, particularly by postmodern anthropologists,10 has shifted the focus to the examination of how experience 'in the field' gets transformed into text.11 Ethnography, in this sense, is not the practice of reflecting, representing or revealing culture, but of translating and writing it. Alongside this, following developments in cultural studies and literary criticism, is the emphasis upon readership: the effect that it has upon writing, and the way in which texts are read and interpreted differently by different people at different times. Consequently, the authorship of texts has come under scrutiny. Anthropologists have been concerned with ways of representing the authority of their informants: whether to describe them 'as authors, collaborators, assistants, colleagues' (Ellen 1984) ; and how to experiment with ethnographic writing in ways that could evoke the fragmented, multiple-voiced nature of ethnography.
During research on popular music in Liverpool I have always had to negotiate different ways of presenting myself in 'the field'. Factors such as age, gender, class and ethnicity clearly have implications regarding the situations I experience, involving relations of similarity, but also of difference; equality, but also inequality. Obviously such relations influence the way in which the research is finally textualised. After writing up the research on rock bands, I returned to Liverpool to present the text to the musicians involved, and to ask them whether they wanted to make alterations to it; add their own postscript; or allow me to represent their responses in a postscript. They chose the last option. Since then I have come to appreciate the importance of incorporating alternative perspectives and greater self-reflexivity during the research process and throughout the written version of it.
Issues of ethics, accountability and relevance should also be addressed in relation to the uses and implications of the research and research materials. A survey of the music industries on Merseyside, undertaken on behalf of Liverpool City Council, for example (see Cohen 1991b), heightened my awareness of the need to consider the policy implications of research, looking not only at what it could contribute to policy-making processes, but at the ways in which it could potentially be misused by those in positions of power and authority. Policy makers tend to demand quick responses to particular problems; short term solutions rather than deeper understanding; concrete conclusions and recommendations rather than detailed description or theorising. Ethnography may not seem ideally suited to the task but it could contribute much to policy making. By focusing upon individuals, for example, looking at their activities and relationships, and at the ways in which they construct meaning and identity within particular structural constraints, the impact of policy can be properly examined. This should highlight the interaction between people's lived experience and the assumptions of policy makers, and it might emphasise ignorance or short-sightedness on the part of the latter. Ethnography could also be used to undertake case studies from which to draw general proposals; to study the policy makers themselves and the bureaucratic institutions with which they might be involved; and to contribute new perspectives, information and conclusions (through a more thorough process of public consultation, gathering information on individuals and social groups and the relationships between them), which surveys, market research and other forms of statistical analysis might miss.
A growing awareness of the importance of adapting the presentation and use of research on popular music to a range of different needs and abilities led us (at the Institute of Popular Music, Liverpool University) to appoint a Research Coordinator to our current project on popular music in Liverpool who has a background in community relations. Her main role is to encourage us to use the information and materials we are gathering in innovative ways in order to reach a wider audience than most academic research does. We are planning to target general and specific groups (for instance, school pupils, tourists, elderly or blind people), using a variety of different media (exhibitions, radio programmes, tapes, booklets, workshops, reunion and reminiscence events, etc.).
Conclusion
The study of popular music has flourished rapidly within a relatively short period of time. Its further development and impact, however, would be considerably enhanced if it incorporated an ethnographic approach that focused on individuals and their social relationships.
Individuals produce and consume music within specific social contexts (households, neighbourhoods, etc.); at specific times or historical moments; within specific networks of social relationships (involving kin, peers, colleagues, etc.), relationships that have different dimensions (social, political, economic). People's experiences of music, the uses they have for it, and the meanings they construct around, or through it, are bound up with these specificities, and with the interconnections between them. This emphasises the importance of adopting a holistic perspective in the study of music and its role in people's lives, cultures and societies. Practices and discourses need to be examined across a range of intersecting contexts and networks (whether they involve music or not) in order to make sense of the meaning derived from music within one particular setting.
A textual approach can contribute much to such a study, but the importance of social context must be emphasised to make it clear that the meanings derived from a text relate to readings by specific persons, at specific times, within specific places. Whilst a life history approach could add to this, revealing the important ways in which textual interpretations might relate to people's pasts, that diachronic perspective needs to be related to a synchronic view highlighting the range of different activities and relationships that people are involved with at the time of the study, which influence the ways in which musical pasts are constructed within the present.
An ethnographic approach to the study of popular music, involving direct observation of people, their social networks, interactions and discourses, and participation in their day-to-day activities, rituals, rehearsals and performances, would encourage researchers to experience different relationships, views, values and aesthetics, or to view familiar contexts from an alternative perspective. This exercise could increase self-awareness and challenge preconceived notions or 'ungrounded' assumptions. Finnegan's work, for example, questions assumptions about musical practice based upon age and class, and dualities such as high/low culture. Research on kinship, tradition, ethnicity and the politics of locality in relation to rock music in Liverpool complements, and sometimes questions, the common view of that music (and of popular culture in general) as being characterised by rapid change, peer groups and the production and consumption of commodities. It also contrasts with the view of popular music as embodying a condition of placelessness and timelessness (what does it actually mean to say that a particular style or piece of music represents 'a perpetual now', 'an end of history and an end of geography', an 'emphasis on the materiality of surfaces'?).
Hence ethnography would increase our knowledge of the details of popular music processes and practices. Only with such knowledge can we be justified in making more general statements about popular music (e.g. regarding globalisation and its effects, the nature of popular music as mass culture, processes of consumption and production, etc.). More importantly, perhaps, such an approach would remind us that general statements tend to mask the complex interrelateness of contexts, events, activities and relationships involved with popular music. Finne-gan, for example, shows how hard it is to make generalisations about music in relation to social difference. Similarly, a comparison of the construction of the concept of locality through music by different individuals, institutions and social collectivities in Liverpool highlights its shifting and conflicting nature.
In relation to each other, the identities, values and concepts of Kevin and Simon seem incongruous, cross-cut by issues of age and education. In relation to the so-called Jewish 'community' (and its representative institutions), Kevin and Simon may seem misfits through their involvement with rock music. In relation to other social collectivities in Liverpool, the city's Jewish population may appear to be 'close-knit' and socially and economically homogenous. In relation to Jews in other cities, Liverpool Jews may be depicted as more 'creative'. Yet examined historically, and in relation to the observable networks of relationships with which they are involved and which intersect with the above social and geographical divisions, the values, discourses, and activities of Kevin and Simon can be properly contextualised.
There is some evidence that an ethnographic approach to the study of popular music might be slowly developing. Recently, more attention has been paid to the study of local popular music practices,12 and a few ethnographies of pop and rock have been, or are being, conducted in Scandinavia,l3 France,'4 Germany,'5 and America,16 as well as in Britain.l7 What should be particularly encouraged, perhaps, is the dialogue between ethnomusicology and popular music studies. Ethnomusicologists have typically shown concern with non-western musical styles, and with their decline or revival (music in the context of social change), focusing upon small or isolated communities, or upon music in relation to urban migration. More recently, a few ethnomusicologists have turned to the study of more 'popular' (as opposed to 'traditional') or 'commercial' music, and their work should be seen as an important contribution to popular music studies.l8 These developments will hopefully ensure that the study of music as social practice becomes firmly embedded in the future of the discipline. 
Endnotes

